or at best draws a stick figure symbol.
As he grows intellectually, he will rationalize to avoid the figure, ,saying"he's behind that tree" or "he just went into the house". So by the time the student reaches high school, he may have learned to I deal with objects in his art work, but he is very unsophisticated in , , drawing the human figure and is painfully aware of his lack.
My goal for this research project was to find ways to develop a ,I willingness on the part of the student to accept and deal with the figure, ; and to develop his, ability to do so.
First, members of each of my four high school art classes were asked to draw a human figure of their own choice and were given one. , class period (fifty' minutes) to do so. No attempt was made to influence ,.
or instruct them.· The drawings produced were used to assess the· general degree of skill and sophistication they had reached; to define iv v' problem areas for assignments, and to compare with their later work.
The painting classes were ~iven different assignments, each stressing a particular point of view.
. They were:
. Class One -Observation Class Two -Traditional Class Three -Subjective Class Four -Combination I ~ So, the structure and organization of the four classes were similar, but the emphasis was different. The objective of· this approach was to decide what methods seemed most successful in terms of broadening viewpoints, developing skills, and increasing interest by evaluating the responses to the assignments. Since this was impractical for a high school Situation, the models used in class were always clothed, whether in leotards, costumes or school clothes. However, the figures appearing in the paintings were someti mes nude, and one boy even painted a skeleton.
Photographs of the students' work are included to illustrate the very wide range of artistic skill and maturity among secondary school children and as a partial record of some of the work done. ., but for an aliveness of impression, setting aside intellectual conc~rns.
Examples: Pushing a huge heavy rock off the road; pulling on a long ro~ attached to a large bell in a tower above youjcrawling under a low fence. to ~scape a pack of snarling dogs.' Use charcoal on paper.
Class #4: Same as Class #3.
Evaluation Of Problem I All three assignments had positive aspects. The motion sketches loosened them up, and the proportion studies increased their visual observations; but the subjective assignment for Classes 3 and 4 got so involved, thinking and feeling, they forgot about their inadequacies and enthusiastically plunged in.
PROBLEM 2
Presentation
Class' # 1: Interpret a motion study done the previous day in geometric solids such as cubes, triangles and spheres to show volume and mass. Simplify areas and group smaller forms. By utilizing one, of his motion studies, the student is forced to use a pose that is probably more active and challenging than a stiff one he might imagine. Class #4: Same as Class #3
Evaluation of Problem 2
In Class #1 students had difficulty transposing human shapes into geometric ones in one period, and, most probably, looking directly at a live model in an active pose would have made it more understandable, rather than utilizing a study made previously.
Class #2 learned to look for relationships and alignments as an aid in figure drawing. Of the three, this approach was the most successful. The mechanical man problem caught the imagination of the students in Classes #3 and #4, but I'm not sure if there was any other value in it. wrapped in the yarn who is desperately trying to 'escape, and draw how you think that would look.
Class #4: Same as Class #1.
Evaluation Of Problem 3
The spiral approach loosened them up alright, and they were able to show volume by varying pressure, and were pleased at the lack of emphasis on perfection and detail; but, I do not think 1t helped them in any way to understand the figure better. The exaggerations were 5 hel)IUl in that the students saw how distortion offered interesting alternatives to conventional perspective.
Crayon-yarn wrapping was enjoyed by the class, but its main value seemed to lie more in its gimmickry th...u'l 1n 1ts actual properties of visual revelation. The cor.tour drawing he:lped encourage close looking, and students felt rewarded in their efforts--pleased with the effectiveness of the simplicity.
The classes that fingerpainted really became enthused and engrossed, probably more because of the pleasurable gooeyness of the paint tha.n the drawing itself; however, it did seem easier for them to exaggerate extrE...:.es of positions than when they gripped a pencil in the conven~ional manner. Evaluation Of PrQblem 7
The numbers of people and the varieties of movements confused the -students at first. However, after ten to fifteen minutes, they were generally abl,e to cope with it. Especially intriguing to many were the "double exposure" repetitive drawings. utilizing and applying the techniques and knowledge gained from the previous two and one-half weeks.
Evaluation of Problem 9
During the criti que that followed each assignment, the students and I were able to make observations about the work as a whole. Intro speC!tion characterizes the work that resulted from this assignment in directly related to a personal experience, real, imagined or dreamed.
The quality of paint application was usually tight, self-conscious and overworked. There was a reluctance to use strong value contrasts, and a preference toward creating differences by color contrasts instead.
Neither did they exploit nor explore the full range of possibilities of each pigment, often using it directly from the tube. However, they readily accepted the idea of using color expressly to convey a mood or feeling rather than limiting it to a literal representation. For example, flesh tones no longer had to be beige and pink but became sometimes intense blue or red instead.
Response, involvement and success seemed greatest in Classes
#3 and #4 where the subjective and eclectic approaches were used.
Class #1, where observation was stressed, and Class #2, where more claSSic methods were used, had greater difficulty, perhaps because there was nothing that they could directly observe as they had done in, the preceding weeks of the preparation. Positions of these figures in the paintings were also more passive than the other group.?,'. ~ PROBLEM 10
Presentation
The general aSSignment was to deal with tivo-dimension and three~ , dimension simultaneously, utilizing human form. "
Class #1 worked from a model in a setup.
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Class #2 had no model. They were encouraged to explore the use of materials in addition to paint (such as paper, magazine pictures, cloth, plastic and metallic foils). Visual contradiction, mystery and surreallsm as potnts Of view were suggested. and d.ileua.eel.
Class #3 was encouraged to paint on .and work with three dimensional surfaces and to incorporate social commentary and sur realism in their composition.
All three of the above approaches were suggested to Class #4
and they were told a model was available if they wished to use one.
Evaluation of Problem 10
Students responded positively and enthusiastically to the problem.
Classes #2, #3 and #4 spent about one week planning and discussing their approaches before beginning their paintings.
Class #1 began the first day with oil washes directly on the canvas. The model posed for five class periods only. It was after the model was removed that the students began to freely experiment with the relationships of forms and colors, evidently feeling even less ojligated then to limit their work to literal representation. Areas became two-dimensional most frequently by obscuring or dissolving edges of forms into shadowed areas, or causing areas to share the same color or value. Sometimes a whole form would flatten out next to an extensively modeled area, creating an intriguing contradiction.
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Class #2 work was almost unanimously surrealistic and social commentary. They often dealt with several degrees of reality at once without much apprehension or difficulty and employed other materials readily. Students were particularly intrigued with the results, and probing discussions erupted frequently during their class.
Shaped or cut out canvases, as well as both found and c'on~t~ucted forms, were utilized as surfaces on which to paint by the st~nts in ."' Class #3. Social commentary or personality projection were the main areas of concern. As in Class #2, the students questioned and discussed enthusiastically among themselves as t~eir work developed.
'.1 \
The eclectic group, Class #4, also had interesting projects.
They were concerned with two-dimensional abstract designs, surreal ism and mystery. No one chose to have a model, although they often posed briefly for each other to examine a gesture or a particular position. They, too, were often introspective and expressed an aura of personal concern in their paintings.
PROBLEM 11
Presentation
Since students do tend to be especially introspective and egocen tric while they are of high school age, an assignment that permitted them to make us·e of those qualities seemed appropriate. So, the last aSSignment of the figure painting unit was to paint a portrait of 22 themselves with a hat on. The requirement of a hat was to provide some additional forms to work with and to alter their appearance slightly from the everyday reflection they usually glimpse. Placeme~;.t, poslt1on, expression and background were discussed. Then, one week was spent studying and sketching specific features, theirs and others.
Close observation was stressed in Classes #1 and #4. Proportion and anatomy were demonstrated to Class #2. These three groups were given specific daily assignments. Class #3 was asked to make studies of faces and features from many angles of many expressions, as they thought necessary, to prepare for their painting. The results of the studies from all four groups seem to be much the same. However, when specific qualities and details of facial features were pointed out, it did appear to aid their perception. After the preliminary studies, the oil paintings were begun. " they had a model that could be observed closely, and many avenues of approach could be explored since their range of awareness had greatly expanded.
.. The size, "chemistry", and time of day of the class also appears to influence success. The more people in a class, tpe wider the variety of paintings, hence the wider the influences on each student. .
The first period class at 8:00 A. M. was much quieter. and more sub dued and the smallest with thirteen students. Second period, with twenty-one, and , third period, with twenty-four seemed'th. e most wide . awake and most enthUSiastic. The students in the fourth group, sixth period, seemed more tired and restless than the others, but the majority of the twenty students seemed to be involved and alert nevertheless.
The first six problems were the only ones obviously different in approach ,from 9ne another, and this covered a time span of only six class periods. Problems seven, eight and-nine were the same exactly.
Problems ten and eleven were essentially'the same but with subtle. , most exciting in that students would easily and quickly relate to the assignment and go to work with enthusiasm. It seems safe to me to generalize that anything that approaches a teenager through his ego has the best chance of affecting him.
A close second to the subjective method, however, was the com bination one used with Class #4. Each day, I would decide which assignment had seemed to work best with the first three groups, and then use it with the fourth group. By far, the problem most often selected had been the one used with Class #3. This offered a welcome opportunity to double check the effectiveness of the aSSignment.
The observation approach with Class #1 seemed to open some important visual doors that up to that point evidently had been untouched.
They simply were not used to looking and observing and then remember ing what they saw. The classic, or traditional, method used with Class #2 offered an opportunity to tryout a lot of exercises that had been used in art books and art classes in years past and to see just how helpful they actually were; it was discovered that some of them actually weren't.
This, then, is my recommendation for an approach to figure composition with high school students--a combination of all four met:lcds, with strong emphasis on subjective interpretation. I cessful for me and the students with whom I worked. Some of the ones I have left out have potential, but I think their value can be better taught by other app~oaches. Other problems became mere gim micks, so then became more important than the figure. . ,. . .'. . .. . . 7
RECOMMENDED FIGURE
Draw from a bug's eye v'iew.
Problem 10 (Problem. 7, all Qasses). 8
Sketch dancers and gymnasts.
Problem 11 (Problem 8, all Classes). .. .
9
Do oil washes and studies of model.
Problem 12 (problem 9 and 10 combinm) . . . '.'. . . . . 16,17 Paint a model in a setup, as an extension of Problem 11, but deal with two and three dimensions simultaneously.
Problem 14 (Problem 11, all (lasses). . . . . . . . . . . 21 Paint a self portrait.
I believe a unit on figure composition which follows this approach will succeed in developing a willingness on the part of the student to accept and deal with the figure and in developing his ability to do so.
